I enter the work. The choreography invites a shift from fixity to flux . . . I let go my movement signature, my recognizable and familiar identity and morph slightly sideways . . . Like the reciprocating movement of breath, world and I move together in heterogeneous forceflows, currents and eddies of movement, tidal in their microimmensity. Movement is everywhere. (Andrews 206) As the above descriptive excerpt makes evident, this experiential knowledge-performance scholar Robin Nelson's "knowingdoing" (10) or "doing-thinking" (11)-is slippery, ephemeral, and dynamic and is therefore more rarely articulated in discourse, which is arguably the poorer for its lack. According to dancer/ scholar Jennifer Roche: "The elision of the dancer's perspective from mainstream discourse deprives the art form of a rich source of insight into the incorporating practices of dance" (ix).
Theory and practice; discourse and embodiment; language and dancing. While these pairs are often quickly disposed as doi:10.3138/ctr.172.006 ctr 172 fall 2017 " [So] What Do Dancers Know, [Anyway] ?" | FEATURES My goal is to move beyond the more personal-poetic reflection on dancing experience or creative process more common in autoethnographic studies. I aim, in this effort, at a rigorous process that generates insights about the choreographic thinking itselfthrough the dancer's embodied perspective-which can then be brought into dialogue with other perspectives and discourses. Through the Hay project, I devised a method of emergent choreographic analysis that arises from my embodied experience of the dance. My method resonates with Ness's provocative prompt for an "emergent analytics" that emphasizes dance studies' "capacity to attune articulately to the generative, structuring significance of bodily motility" (27-8).
I take a distinctly phenomenological approach in my work, which stands aside from contextual analysis in early phases, in order to draw somatic experience into language in a way that substantially respects the lived dimensions and embodied "thinking" of the given choreographic practice. I strive to avoid imposing premeditated vocabulary and received language or ideas on the work.
2 Through a series of nested, palimpsestic texts and descriptive extrapolations, the writing retains linkages to the somatic experiences "enlivening my flesh" in the practice itself. This method draws somatic experience into language in a way that it can then enter discourse, moving into contact with theoretical concepts and arguments via a broader contextual frame. binaries, artistic research in performance forms reveals a much more complex relationship between them. Dance scholar Sally Ann Ness acknowledges that in dance studies, "an entirely different kind of analytics might have to be conceptualized . . . an emergent analytics specific to a significatory realm brought into being in the performance of dance itself " (27).
I perceive proximity and distance and the thickness therein. Space becomes dense and tangible, a kind of element or force field within which I move. . . . Its texture is inconsistent; I encounter deep currents of concentrated density that open onto more shallow, diluted pools. This perceiving of space locates me specifically in and as space. (Andrews 216) Over several studies I have been developing an approach to articulating the dancer's perspective, most recently through my performance practice of American choreographer Deborah Hay's solo choreography At Once.
1 My own work follows in the vein of dancer/researchers like Kent De Spain, Anne Cazemajou, Ann Cooper Albright, and Anna Petronella Foultier and Cecilia Roos, among others, whose work explicitly foregrounds the roles of both embodied practice and verbal/written reflection in articulating the dancing experience. My work also resonates strongly with practice-as-research methodologies, in particular with Nelson's work. He outlines various processes necessary for artistic practice to be considered scholarly research, summarizing as follows: " Rendering porous the firm institutionalized binary between theory and practice, [PaR] involves an iterative, dialogic engagement of doing-thinking" (19).
While I am practicing performing the destructuring structure of Hay's choreography, these figures are not apparent to me as figures. The experience is flux, is dynamic, shifting, simultaneous enfoldingunfolding. It is only through the iterative writing process that I arrive at these figures, as an attempt to allow this kind of experience to be considered theoretically. (Andrews 231 In phase one, I engage in embodied practice, writing immediately afterward in a hand-written journaling process. For the Hay project, according to the contract with Hay, signed by all artists who commission the work, I practised the choreography daily five days per week for three months, generating a total of sixty-five journal entries, of approximately 1,200 words each. These writings include phenomenological descriptions of my somatic experiences within the practice, written in its immediate aftermath. In phase two, I fully transcribe the handwritten entries onto computer. In this process, I note and code descriptions of recurring somatic experiences, then develop a shortlist of keywords and phrases that effectively capture them. Using this shortlist, in phase three I develop second-order extrapolated descriptions of significant, recurring somatic experiences determined through keyword frequency. By this I mean that I write anew, in reference to a keyword-generated collection of the most resonant first-order descriptions of the given experience, reread together just prior to writing. In a process of qualitative "double distillation," the extrapolated descriptions provide clarified articulations of the key somatic experiences in the work. It is from such double-distilled descriptions that I undertook a reflective analysis of Hay's choreography and practice, tically layered choreography, these experiences don't occur in linear sequence but overlap and embed one within the other within the other. . . . As I have articulated, my bodily experience is of dynamic paradoxical simultaneities of absencingpresencing (I-world), of yieldingexpanding (body-space), of thresholding (movement-time). These simultaneities precipitate an experience of hovering, like a hummingbird in radical movingstillness coming into relation with the flower, itself also in radical movingstillness on a vastly different durational scale. (Andrews 228) At many levels in her work, Hay embraces processes of iteration and adaptation. She develops her choreography by tacking back and forth between writing and practice, and various choreographic elements recur in modified form in subsequent works. Part of the explicit commitment of Hay's solo performers is to develop a personal adaptation of the work through the daily practice. Resonating with the concept of adaptation proposed by Hay led me to the work of Linda Hutcheon who, in her book A Theory of Adaptation, offers this definition:
In short, adaptation can be described as the following: An acknowledged transposition of a recognizable other work or works; A creative and interpretive act of appropriating/salvaging; An extended intertextual engagement with the adapted
In my research approach, just as the descriptive extrapolations arise integrally from the embodied experience of the specific choreographic practice, so too do the theoretical and contextual frames.
which I then brought into dialogue with various philosophic, feminist, and aesthetic arguments.
In my research approach, just as the descriptive extrapolations arise integrally from the embodied experience of the specific choreographic practice, so too do the theoretical and contextual frames. In this manner, my approach exemplifies the ways in which, as Nelson acknowledges, theory is imbricated in practice (20). In my experience of Hay's choreography and practice, her works "work" on both the practice of perception and on the process of adaptation-as revealed through my iterative writing strategies-substantially informed the development of my theoretical framework and my positioning of the project.
In Hay's work, my experience of the practice of perception led me to the phenomenological philosophy of Maurice MerleauPonty, through which I further developed a framework of intentionality/intention, attention, and action that had already begun to emerge in my somatic writing about the practice. Establishing this theoretical framework, deriving from the embodied practice, enabled me to illuminate the complex triumvirate dynamic that emerges in Hay's choreography, which uniquely choreographs the dancer's intentionality/intention, attention, and action. My surroundings seem to transform from distant, abstracted "ideas" or "things" to concrete physical presences. . . . I begin to perceive the aliveness of the world, densities, tones, textures and motions, temporalities and spatialities. . . . These experiences imprint me as I also imprint them in the sense that I become aware of the invisible vibration and resonance of my actions in the world. My case study emergent choreographic analysis reveals the way that Hay's choreography and practice engenders an embodied experience of active suspension of meaningfulness/meaninglessness that I describe as somatic anacrusis. I ultimately consider this embodied experience and Hay's choreographic practice in dialogue with Luce Irigaray's later feminist philosophy, arguing that Hay's work answers Irigaray's call for a new and more ethical way toward the other that respects difference. In this way, I align Hay's work with other contemporary performance practices concerned with social action (Jackson) and the aesthetics of ethics (Beshty).
To conclude, my study of Hay's choreography and practice enabled a kind of "double emergence." Through this in-depth case study, not only was I able to develop and articulate new insights about Hay's choreographic thinking, this project also enabled me to devise and develop my method of emergent choreographic analysis. On principle, the method, as applied in this case study, is tied integrally to the specific research material. However, with appropriate adaptation to new research material, the protocols and processes of the method would be applicable and generative in articulating artistic research in dance-and would contribute further to voicing and valuing the dancer's perspective in discourse.
Notes
1 Now in her 70s, Deborah Hay is an internationally active contemporary choreographer and performer who began her career with the 1960s Greenwich Village avant-garde in New York City. Through her fourteen-year-long Solo Performance Commissioning Project, artists from around the world commissioned solo works from Hay and learned them in groups of about twenty over a ten-day residency process.
2 I draw on Laban Movement Analysis (LMA) for its emphasis on deep somatic attention and the process of translating movement experience into language; however, I specifically do not use the established vocabulary associated with the framework. Further, in the Hay study, I also worked first through practice. Only after substantial embodied research and writing did I engage with the literature by and about Hay and her work. work. Therefore, an adaptation is a derivation that is not derivative-a work that is second without being secondary. It is its own palimpsestic thing. (8) Using Hutcheon, I frame my research project, and specifically the written articulations, as a series of adaptations of Hay's work, a critical-creative framing of her choreography and practice arrived at through an iterative, intertextual process of practicing and writing. Thus, I position my artistic research not as a standard critical analysis of an object of study, and independent therefrom, but as an adaptation, tied to and in skeptical sympathy with Hay's work. As such, it participates in the iterating and intertextual field of Hay's work and other adaptations thereof.
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By positioning my research in this way, I also aim to deflect objections that my study instrumentalizes Hay's work in service to theory. This is important to me for two reasons: because I am wary when dance practices are too readily used to explicate or exemplify pre-existing theory or when they are taken de facto as critique, rather than being respected and approached as theory in their own right; and because there is yet a hierarchy in dance and dance studies that places "dancing" below "thinking about dancing," a hierarchy that I believe must continue to be challenged and that can perhaps best be achieved through rigorous practice-as-research approaches.
P. Megan Andrews in rehearsal for At Once, choreography by Deborah Hay, adaptation and performance by P. Megan Andrews.
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